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ROfuiANTIC TENDENCIES I N MUSIC 
PRECEDING THE ROMANTIC PERIOD. 
INTRODUCTION 
"It is the addition of strangeness to beauty that 
constitutes the Romantic character in art; and the desire of 
beauty being a fixed element in every artistic organization, 
it is the addition of curiosity to this desire of beauty that 
constitutes the Romantic temper." (Mason: The Romantic Com-
posers Chap.!) 
The Romantic period was primarily one of revolt, and 
must first of all be judged in reference to the conditions a-
gainst which it revolted. It had first to break down the bar-
riers of formal restraint which had been set up for many gener 
ations. 
ali ty. 
It was a protest against artificiality and convention 
The type of life to which the Romanticists were pro-
testing was represented by restraint and perfect poise. 
Spontaneous enthusiasm was absolutely unknown. There was a 
dignity and restraint so apparent and so instilled in the live 
of t he people that anyone who departed from the model of soci-
ety to set up his own standards was called a freak. "It was 
the classic principle of the individual subordinated to the 
general laws of society bu t carried to such an extreme that 
man became a caricature of his natural self." (A. W. Looke:. 
~he Romantic Movement in France p.4) 
.. 
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Romanticism was influenced by "Rationalism, Emotion-
alism, and the French Revolution." (Silz: Early German Roman-
ticism p. 21) The development of science was matched by a. 
mighty stream of idealistic philosophy. Scientific and poet-
ic imagination inflamed each other. In many ways Herder is 
the pioneer of German Romanticism, by the freshness and vital 
ity of his ideas. Kant also prepared the way for Romanticism 
for his doctrine undermined the prestige of sensible reality. 
Early Romanticism contains a large emotional element, and 
with the weakening of the control of reason and formal disci-
pline, the intellectual gradually gave place to more of a 
mysticism. In its early stages Romanticism was "positive, 
progressive and youthful; it looked forward with confident 
optimism to a new art, philosophy, and religion. In its 
later stages it was old, resigned and reactionary, seeking 
refuge in the realms of weird fancy." (Silz: Early German 
Romanticism p. 21) 
The Romantic movement was felt in all ftelds of 
culture. Here we find social and political changes which 
were expressed in the growing tendency of composers to free 
themselves from patronage, and to take for themselves a more 
independent and conscious place in society and the assertion 
of individuality. Changes in philosophy and religion were 
also prominent, but in a less direct way. Romantic litera-
ture had the greatest connection and influence with Romantic 
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music, both phases of fine arts expressing the changes in 
aesthetic ideas. Each had an independent growth, due to the 
definite changes of the period. 
The development of Romanticism was retarded to some 
extent by the influence of tradition. Through a study of 
French literature we see how strongly tradition was followed. 
To be successful, an epic must imitate Vergil, but in time 
the literature degenerated to such an extent that it finally 
became an imitation of imitations. Writers were strongly 
limited in even their choice of words; Racine used a vocabu-
lary of about one-third the size of Shakespeare. These tra-
ditions were destroyed only gradually, some leaders of the ne 
movement departing from tradition because of reason, others 
because they felt a need of expressing their emotions, and 
could find no other outlet. 
Rousseau came to the fore as a leader of the n.ew 
movement. He stood for emotional individualism. He felt that 
man's instincts were good, and exalted the law of individual-
ity, in contrast to the laws of society where the indivlldual 
was subordinated. He sought to get back to natural man, 
throwing off the restraints and artificialities of the eociet 
of the times. So strong was his emphasis on emotional ind.ivid-
ualism that he led to a revival of poetry of passion, and 
stimulated a new interest in the natural and spiritual. But 
emotionalism means more to music than to any other art, so it 
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was natural for music to be influenced by this aspect of the 
Romantic movement and get the impetus of its development from 
that new emotionalism.. This was a dominating factor in the 
exaltation of emotion over reason. 
Two of the most influential leaders in Romantic 
,, 
literature were Madame de Stael and Chateaubriand. The former 
"thought and taught other people how to think. The latter fel 
and taught other people how to feel." (Locke: The Romantic 
Movement in France p. 12) Chateaubriand cultivated emotion. 
With these two leaders, the Romanticists became a recognized 
literary party, and Romanticism a cult through which Romantic 
tendencies were ofte~) exaggerated into caricatures of their 
original forms. Poets competed to show the intensity of their 
sufferings. Each tried to make the world feel his unique and 
utter loneliness. It is natural that thie exaggeration led to 
eccentricity. However, there were some who did not ~ield to 
this extreme feeling, and expressed themselves in beautiful 
and lasting poetry. 
In Germany the poetry of Goethe and others was in-
spired by Humanism, no less an ideal of Romanticism. Here the 
entire period is characterized by an idealistic humanism and 
culture of personality. In literature, the early Romanticist! 
took all poetry to be their province, enlarging on Herd~r's 1 
beginning. ·They strove toward universality, and were led far 
afield into literature of the world. 
Goethe is credited with affecting the Romantic view 
of nature, but, on the other hand, we may feel that Goethe 
was a f fected by Schelling. Goethe's works include both Class 
ic and Romantic characteristics, but the Classtcal dominate 
for only a brief period of his middle life. Therefore, as 
Germany's greatest poet he undoubtedly exerted much influence 
on his contemporaries and successors in the field of Romanti-
cism. However, early German Romanticists felt that Goethe 
not only culminated but also inaugurated a new field of 
F poetry, and despite his in).uencing Romantic tendencies, he is 
classed in the period of classical German literature. 
The Romantic beginnings of the eighteenth:i~d,;_nine..,.l 
teenth centuries were felt also in art and sculpture. One of 
t he moving impulses was the new stir of national life due to 
the heroic struggle against Napoleon. A group of German 
painters settled in an abandonned ·monastery in Rome and sough 
to establish a school of painting. They were Romanticists ot 
the type who seek idealism, recognizing no value in the 
natural and realistic. Their work was fla t and conventional. 
Later the men of this school developed a religious art, 
using local t ypes, accessories,and settings. In general, 
German art is not spontaneous, but rather forced 7despite 
severa l grea t contributions made in this field. 
~- ·. 
The German imagination was stimulated by the new 
outlook on life that I mentioned before, Rationalism, . Emotion-
5 
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1 alism, and the French Revolution. Thnough these forces, 
i l . 
~ 
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Romanticism was to be developed. 
We find that great perpds of art and music are 
often connected, frequently with music following in the wake 
of literature. It is so in German history. German Romanti-
cism found its first foothold in literature, and then spread 
its ideals to the fields of art and music. The develop~ent 
of Romanticism in Germany was rapid, and influenced to no 
small extent the Romantic movement in other countries. 
In France the leaders of the !omantic movement sel-
dom gave any thoughtto a Romantic possibility in music,and 
paid little attention t~ it. In contrast to this, there are 
those who feel that music is everything. Plato refers to 
music in connection with philosophy, religion, art, and even 
science ~ ; he says, "We shall never become truly musical 
until we know the essential forms of temperance and courage 
and liberali;y and munificence, and all that are akin to 
these, and to their opposites also •••• 
ought to end in a love of the beautiful." 
public pp. 97, 99) 
• • • • 
(Plato: 
music 
The Re-
Gradually, howeYer, we find a growing intimacy 
between artists and music~ans, and through this means, the 
Romantic movement spread rapidly to the field of music. 
Both Romanticism and Classicism are ter.ms taken 
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from literature and brought into music during the early nine-
teenth century. Romantic music is an of~shoot of Romantic 
literature, - a reflex of poetry in musical terms, and yet i~ 
was an original expression of all the forces which developed 
the Romantic JP.OVement. However, the terms Romant :1. cism and 
Classicism have remained in use in connection wtl.tlt.:;music be-
cause of their convenience. 
"Romantic music is a kind of expression tending to 
rejeet formality, and aim at a direct renderin~ g of its object 
a desire to produce musical effects suggested by natural phe-
nomena; an art, eager, sensitive, impulsive, which seeks its 
ideal of beauty through emotional expression.tt (Oxford 
HisGory of Music; Romanticism) 
Romanticism is the name given to a certain type of 
music as developed in contrast to a different type of music 
s pecified as Classicism. It is properly eonfinedc.~:.to one 
period by reason of the distinctness of change in music pre-
senting striking differences to the music of an earlier period 
The selection of a given period for Romantic music is purely 
arbitrary, although popular opinion initiates the Romantic 
period with Schumann, Chopin and their contemporaries. 
Beethoven was the first composer to open the doors of music to 
a highly specialized subjective expressiveness. He showed how 
music could be personal, passionate, humorous, in contrast to 
pure serenity as exemplified in Mozart. It was natural to 
give a specific name to this type of music which Beethoven's 
successors sought to follow. These men had to satisfy their 
inward selves with more than lofty abstract aesthetic beauty 
or general expressiveness. There must be tangible concrete 
feeling of subjective quality. 
The change in type of music does not necessarily 
mean that the change was for the better, or that it was a 
tangible change. Many of the so called classic composers 
possessed Romantic tendencies, and many of the Romantic com-
posers were really followers of the Classical mode, but born 
into another period. 
Romantic music possessed its own definite, qualify-
ing characteristics. The point of view had changed to a stro 
ly personal note. Form was freer, and the composers were less 
hampered by musical dogmas. Music became more democratic, 
there was more demand for color and variety. Form was com-
pletely revivified, poetized, spiritaalized, with a strong 1m 
pulse toward drama. 
This music produced a direct sensuous effect of 
sounds; it had the expressive value of melody and rhythm, the 
aesthetic value of beauty, and the perception of unity in a 
mass of impressions. The music was fashioned in accord with 
certain definite peetic conceptions, and aimed directly at 
fixing certain progressive principles in the creative and 
critical thought ~;.of the music of the period. 
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From the various composers, individual additions were 
made into the field of Romanticism. To Beethoven we attribute 
the garadual changing of the ideal of expression. Emotions are 
obvious, and are individual and magnificently expressive. Schu 
bert grafts a new spirit on an old stem. Although his first 
studies are tmdtative and sentimental , yet they were always 
lyrical and characterful. Schumann's greatest contribution was 
a poetic fancy and whimsicality, with reachings toward the 
mystical. His music is always poetic and personal, almost, for 
a time autobiographical. Mendel_ ssohn is classic by nature, 
and never wholly reveals himself, and is Romantic only in the 
sense of the picturesque • . Chopin, the aristocrat, has fragile 
beauty. Berlioz, the realist, pushes sentiment aside, and 
deposits reality. Liszt combines a real musical outlook with a 
strong leaning toward drama. With the later composers we find 
that Romanticism has become less individual and subjective, and 
more symbolical and descriptive. 
Despite all the good things that may be said about 
? omanticism, it has its weaknesses; the Romanticists were of 
grea ter intellectual elasticity, but not so skilled as the 
Classicisits in the manipulation of form, and therefore in a 
sense, their music was cruder because of lack of technique. 
This is especially '.r true of sane of the later Romanticists. 
There is almost a tendency toward rhythmic monotony, especially 
in Mendelssohn, and Berlioz swings too far in the opposite 
direction , seeking to avoid rhythmic monotony. There is " 0 
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not so much breadth and diversity of construction. Too often 
the composers rely on melody to carry the music through and are 
apt to lose fusion, clearness, and integrity. But on the whol 
the music is loYely. It is fascinating in its frankness; 
there .is a tender humanity, a reverie and self' oomm:un'dlon. 
ever, i t may harm a music lover, distracting him from what 
music can do. It may be a disservice, by making it difficult 
to appreciate the deeper nature of music. Yet, withal, it has 
led to a widening of artistic sympathies, and enriched music 
with expressive possibilities. 
In a comparison of' Romantic and Classic music, we 
find certain definite differences; in Classical music there is 
a constant objectivity of attitude - there is an aim to set 
forth definite broad ty.pes of feeling in congruous settings. 
Composers were jealous of' proportion, vigilant to keep a bal-
ance of the whole work, rigorous in the exclusion of any fig-
ure that might distort or mar the outline. There was the 
attitude of a craftsman, - impersonal, disinterested, - seek-
ing beauty rather than a message. The music does not relieve 
t,he individual mind, but acts as a public spokesman, has dig-
nity and nobility. 
With Romanticism came a gain in sensuous richness 
and technica£ elaboration. It was the evolution of musical 
resource. "The composers of' the Romantic school used all the 
orchestral resources that the grea t slaph~nists had developed, 
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and used them freely for dramatic purposes. 
The var&ous tone-
colors of the different instruments were. brought out in their 
full force for the first time. While the artist had but one 
means of producing his tints, the musician has two methods for 
gainia g effectw of emotional color, - harmony and instruments.-
tion." (Elson: Critical History of the Opera P·· 149) The 
classical orchestra used a nucleus of strings, - • -monochro-
matic; instruments added to this nucleus produced an orchestra 
able to give contrasting rhy thm and mode, and naturally devel-
oped to Romanticism. Classicism is usually formal, and maste 
ful, and objective; in contrast Romanticism is subjective, an 
.A. dvelops all the principles spoken of before • 
... 
According to Grove, the idea of Romanticism really 
meant no more than modernity, the spirit of unrest and the 
desire for progress which appears at the close of every epoch 
As Rousseau says, "I am different from all men I have seen. 
If I am mot better, at least I am different." {Grove: 
Musical Dictionary article on Romant icism) This statement 
may be applied literally to Romantic music; "It is different 
from most music proceeding it. If it is not better, at 
least it is difterent!" 
Even when Romanticism dominated the intellectual 
current of all Europe, it would be absurd to feel that 
Classicism disappeared entirely. Classicism and Romanticism 
are made up of the same elements, but in vastly different 
11 
proportions. Even though some attempted to do so in the ex-
citement of the extreme, the classical never entirely eliminat 
emotion, nor did the Romantic entirely eliminate thuyght. 
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I.I Tendencies leading toward Romanticism 
In a study of the history of music and the develop-
ment of musical expression we find the elements of musical 
expression as early as the sixteenth century. It may describe 
and express the inward and outward, - the emotions add thoughtl 
as well as the impression, There may or may not be a title to 
indicate the type of expression. The expression may be de-
scriptive, symboliaal or emotional; the descriptive is the 
lowest type, because it deals merely with outward impressions, 
the emotional is the highest, for emotion is the height of 
music. Gradually came.:.: a striving for greater freedom and 
flexibility in music, a greater express:tv:eness. It did not 
develop in a continuous line, but sporadically. 
One of the earliest references is to Palestrina who 
died about 1594. We of to-day have become satisfied with 
modern expressiveness and our taste blunted by "too strong and 
too much seasoning" (Niecks: Programme Music ). 12), else we 
would find more expression in the works of Palestrina. He 
was a patron of expression, commending a friend for his abilitr 
to give his words of a song significance by the music used. 
Moreover, he advocated not only the expression of generic, but 
ef specific feelings.Most of the works of Palestrina are sacre 
rather than secular, and of a sort that does not suit the 
modern definition of expression. 
l:i 
1:: 
'!, 
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Clement .Jannequin of the sixteenth century wrote de-
scriptive vocal music. His works dealt chiefly with war, the 
Chase, or bird voices. War was an especially popular theme, 
dealing with all the effects and sounds of battle. This ex-
pression was of the lowest type, being direct imitation, the 
body in contrast to the soul, voice in contrast to emotion. 
It was not a high art, but a delightful art. Many of the 
contemporaries of Jannequin wrote works incorporating bird mel 
odies:. Lorenz Lemlin, Tomaso Cinello, and Nicholas Gombert, 
who wrote a complete bird concert. These composers wrote of 
the cuckoo and the nightingalej even the hen was imitated. 
John Mundy (1630) and William Byrd (1623) wrote 
primitive and immature descriptive music. Their works were 
often programmatic, and needed the titles to recognize the 
parts. However Byrd's battle music is of a muc~ higher nature 
and much more perfect in its manipulation. Monteverde (1643 d ) 
depicts three emotions in his works: agitation, the gentle, 
and the tempera te (Niecks: Programme Music p. 17). His tone 
painting is not of the highest quality, but his marches are 
streng and excellent. Marco Uocellini (c 1669) wrote his 
Wood Sym.phonies in a d.efini tely programma tic vein i he refers 
to battle, bird songs, and like subjects to a small degree. 
the French School of the seventeenth century pro-
duced the first artistic results in descriptive music. The 
works are light and delicate, and mark the beginning of a 
14 
history of music of romantic quality, no longer isolated, but 
continuous. 
Dennis Gaultier, who died about 16?0, gave titles to 
about half of his compositions; but this may indicate what he 
wished to express. He :fi.s credited with representing the emo-
tions, and lifting them to a higher plane of idealism. 
"' Champion de Chambonnieres (16?0 d) wrote two books 
of dances. He used fewer titles than did Gaultier, and even 
his titles are very vague. 
The greatest member of this early French School was 
Couperin (1668-1?33}, who wrote many miniatures which are mas-
terpieces of tone-painting. sentimental, humorous, and descrip-
tive, and are expressive of both inward and outward impressions 
Some of his works are descriptive portraits of people: Le Cou-
perin, La Prinoesse Marie, La Superbe, etc; some are descrip-
tions and i mitations of nature: Les Ondes, Les Canaries, L~ 
Papillons, Le Mouoheron; some are portraits of outward impress-
ions, -- imitations, -- Le Tic-Too Choc, La Harpee, Les Tam- . 
bourines. His works are of a varied character, and usually 
expressive, although sometimes we find those which are rather 
childish in treatment. Couperin wrote in seven movements L~ 
Parnasse ou L'Apotheose de Carelli; a definitely programmatic 
work, describing Carelli and the Muses on Parnassus. He w~ote 
also Apotheose de Lully, which was "to do honor to the greatest 
15 
man in music whom the preceeding century had produced." 
(NieQks: Programme Music p. 37}. Couperin's works are express 
ive as well as a plea sing combination of sounds. There is al-
ways a light emotion present, deliberate.ly. In his preface to 
' Pieces de Clavesin Couperin said: "I have always had an object 
in composing all these pieces; di f ferent occasions have fur-
nished me · with it- thus the titles correspoud to the ideas . 
I have had". I The works do no~always fulfill the titles, accor -
I 
ing to. our judgment, but are nevertheless i ndicative of strbng 
individuality and perfect craftsmanship. The esteem Couperin 
held for tone-painting is expressed in his statement: "I great 
ly prefer what touches me to wha t surprises me." Although 
Couperin's works are not always satisfactory from the point o 
view of expressive individuality, yet they mark a definite 
step in the develop~ent and advance of the phase of music 
which was later to be termed Romanticism. 
Closely following Couperin we find Jean Phillippe 
Rameau (1683-1764), whose works are of a delightful nature, 
although inferior to those of Couperin in expression. Cou-
perin's style is light and de l icate; Rameau's is simpler, 
broader and stronger. Some of his works, definitely imitativ , 
and therefore descriptive, a~ Les Rappel des Oiseaux, L~ 
Tambourin, La Joyease. In his overtures to Nais, Rameau 
"' paints the contest between the Titans and Jove; Platee, a 
com:i. c ballet, is deliberate imitation, and therefore not of 
the highest art; in it are imitated not only the melodies of 
16 
birds, but even the croa~ing of frogs and the braying of an 
ass. One of Rameau's best operas is Dardamus. 
The first music which was programmatic or descriptiv 
on a large scale is found in the Bible ~onatas of Johann Kuh-
nau (1722 d). He wrote six sonatas in all. Kuhnau had ex-
treme faith in the expressive ability of music, and felt that 
without wiras one should be able to understand such things as 
the music of birds, th.e cannon, and primary expressions of joy 
and sorrow, but when the joy or sorrow was the expression of a 
definite individual it should be so indioa*ed. The six Bible 
Sonatas all deal with Old Testament subjects; 
1 Combat between David and Goliath 
2 David curing Saul by means of music 
3 Jacob's marriage 
4 Hezekiah sick unto death and recovered 
of his sickness 
5 The saviour of Israel, Gideon 
6 Jacob's death and burial 
Each sonata is accompanied by a detailed argument or 
summary telling its story and indicating each mood and move-
ment. As the treatment of each s ona ta is essentially the same 
it will be necessary to give the :::su,;mary of only the first as 
an example: " a) the boasting and defying of Goliath; b) the 
terror or the Israelites, and their prayers to God at sight of 
the terribl e ~~; c) the courage of David, his desire to 
hi child-like trust in God humble the pride of the giant, and s 
be tween David and Goliath, and the d) the contest of words 
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contest itself in which Goliath is wounded in the forehead by 
a stone, so that he falls to the ground and is slain; e) the 
flight of the Philistines, and how they are pursued by the 
Is raelites and s l ain by the sword; f) the exultation of the 
Israelites over their victory; g) the praise of David sung by 
the women in alternate choirs; h} the general jo~, expressing 
itself in hearty dancing and leaping." (Niecks; Programme 
Music p. 24}. Not all of the sonatas are; so lengthy in 
treatment; the second had only three movements "a} Saul's 
sadness and madness; b) David's refreshing harp playing; c) 
tranquility restored to the king's mind." 
Although these works are called sonatas they are not 
sonatas in the modern sense of the word but rather a series of 
movements , leading one to another. The music describes the 
action in a leisurel~ way. It is easy to recognize the terro 
of the Israelites, the joy of the victors, lor each mood is 
obviously expressed. A~ may .be expected, there are some erro 
some inferior music)• but nevertheless we may credit Kuhnau wi 
i ' , fine achievement and daring experiment in the expression of 
mood and emotion. 
We now enter the period known for convenience as th 
classical period. The composers whose names are so generally 
known in this field and period are known as classic composer , 
yet withal, we find «efinitely romantic characteristics in 
some of their compositions. This period is an era of absolut~ 
18 
"pure" music stressing form rather than emotion, structure 
rather than expression, but in spite of the dominant classical 
tendencies, Romanticism is not entirely lacking. 
The first aame to .oome to the mind is that of Johann 
Sebastian Bach (1685-1750), who developed to the highest point 
the fugue and oontrappntal structures. Bach wrote in the pre-
valent style of the day; he was complex, subtle, elastic; he 
strove to attain perfect beauty of for.m. Despite his manner 
of writing, Bac~as not altogether satisfied with the conven-
tional mode od the period and gave his music an emotional in-
tensity and characterization that few of his contemporaries 
attempted. His music is of an essentially deep nature, and is 
not easily understood without study and therefore his express-
ion of the inward is of a deeper nature, a deeper note in 
human life, experience and aspiration. 
In his st, Matthew Paasion, Bach wrote "Come ye 
daughters weep with me." This selection is so expressive that 
one cannot help but compaehend the wailings and pathcs behind 
it. In the Christmas Oratorio the atmosphere has been ad-
mirably achieved; the impatience of the shepherds to go to 
Bethlehem is unmistakable. At the: ~ge of nineteen Bach wrote 
I . t.< ~apricjo on the departure of a very dear brother. It had a 
definite program, and included the use of fugue and eounter-
e~ ~6 point, which however, hinderA instead of help~him. The program 
is as follows: 1} "Cajolery byLfriends to dissuade him from 
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his journey; 2) Representation of the different accidents which 
might befall him in foreign parts; 3) General lament of his ~ · . . : 
friends; 4) Here his friends)seeing that it cannot be otherwise 
take leave of him; 5) Air of the Postillion; 6) Fugue in imita-
tion of the Postillion horn." ~his work is one of Bach's low-
est orders of descriptive music. 
and 
Bach combined most perfectly the classical~such ex-
pressivism as later came to be a chief element of the Romantic. 
His only equal in such a combination is Beethoven. With his 
versatility, he made even the most technical expressive of the 
highest, noblest, and best in music. 
A famous contemporary of Bach is George Frederick 
Handel (1585-1?59), who lived in the realm of absolute music. 
Handel has an undying monument in his sacred oratorios. In hh 
third set of Solomon is some symphonic music of such nature 
that we may believe it represents the reception of the Queen 
of She~a. The loud noise and confusion in Samson may or may 
not be described as the scene in the temple of the Philistines 
In S~l is a chime symphony to indicate the return of David 
victorious. 
Handel was a master of oratorios, buti~!~ typ• of 
work does not ·require sublety. His ¥E£ 1 works are often 
with or 
picturesque, 1\ reinforcerne~t to a very considerable extent, 1\ ths 
I 
vocal parts. In L'Allegro I1Pensieroso ed Il Moderato he 
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suggests nymphs, dancing, bird's songs, the curfew etc. Of alJ 
his descriptions, the bird songs are best. In %srael In Egypt 
we are made aware · of the Red Sea and various plagues visited 
on Egypt; the darkness, the flies, etc. Sometimes Handel dweL s 
too intently on the unessential, but nevertheless his works 
have an irresitable appeal to all alike. There is no finer 
music than the Pastqral Symphony in the Messiah. Its calm is 
indeed descriptive of the peace of the shepherds in the meadow, 
the quiet breezes and the content of perfect assurance in the 
shepherd's acceptance of beauty in his world. The "Dead March' 
in saul, too, is easily descriptive; pathos $nd mourning are 
unmistakable. 
Handel is one of the greatest of musicians, and no 
one disputes his rightful place in the history of music. His 
works for the most part display massiveness and a ponderous 
simplicity. He had the power to delineate fine emotions, but 
usually painted emotions with a broad sweeping style. He was 
rugged and bold,epic and magnificent, displaying a primeval 
grandeur and an heroic style. 
Handel's popUlarity haS fluctuated through the years 
He has not always had the highest ~avor, ~or some critics feel 
that he was almost mechanical in his works, covering them with 
a thin veneer of the eighteenth century sentiment. He painted 
what he saw or felt, but did not analyze it. Others fee l that 
his works entirely lack a deeper meaning, with only ~~erf:~~ 
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. I 
cial expressiveness. Nevertheless, Handel's works are heroic 
and popular, and have an appeal to the majority of people, an 
appeal which is not only immediate, but lasting, and assures 
Handel a permanent place in the history of great music. 
Another composer of this period was George Philipp 
T'elemann ( 1681- 1?67 ) , one of the minor writers. His Water 
Music is his outstanding work, depicting a calm, smooth sea, 
the tides, rippling waves, the sailors, etc. This composition 
includes ten movements in all. Don guixote is another of his 
descriptive works, portraying the vivid and dashing gallant. 
Telemann's works are of a rather spirited and intriguing na-
ture, but seldom display much depth of originality. But he 
must be considered in a. general survey, for even minor artists 
II help to advance history. 
Antonio Vivaldi (1?43) must also be marked as a 
minor composer in this prolific period of music. Among his 
works are several concertos: Storm on the Sea, giving an im-
pression of rough waves and heavy winds; The Night a rather 
quiet and sombre mood; Goldfinch, a melody embodying the melo-
dy of the bird. Vivaldi also wrote four sonnets to the Sea -
~s, accompanying them with detailed programmes. They are all 
written in like vein, so it will be necessary to include only 
the programme of Spring as an example: "a) Spring is come; b) 
the festive birds salute it with their merry songs; c} the 
ze 
fountains run with a soft murmur under the breath of KPhyrs; 
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d} the sky becomes overcast, and thunder and lightening ensue; 
e) when calm is restored, the birds recommence their singing; r) 
on the flowery meadow amidst the rustling of leaves and plants, 
sleeps the goatherd with his faithful dog by his side; g} Pasto 
al Dance to the sound of rustic bagpipes." Each of the four so ets 
to the Seasons is divided into lettered parts, and the lettered 
parts are preceeded by a short summary, these are placed above 
the passages of the music to which they apply. 
VIvaldi made use of characteristic accents and fig-
ureli,the forte, piano,. pianissimo, and other forms. 
In some of his works Vivaldi seems to be ahead of his 
time, and for this reason may not receive as much credit as he 
deserves. He employs shading symbols, muted strings and other 
devices which were heretofore rarely, if ever used. It seems 
sometimes as though Vivaldi were deserving of a higher place 
in musical history than he is popularly given, but in compariso 
with Bach, Handel, Mozart and others, he is decidedly inferior. 
However, he holds a definite place in the development of the 
descriptive quality of music. 
Philip Emanuel Bach (1?14-1?88) the son of the great 
Bach, merits some attention for his contribution to music. lie 
was decidedly not so great as his famous father, but in his own 
field was a definite contributor. It is probable that many of 
his works came from a definite inspiration, but in few oases is 
this inspiration revealed. Les Langueurs Tendres is an example 
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of his pictured moods; he also wrote a detailed dialogue be-
tween Sanguinicus and Melancholicus, which indubitably may be 
regarded as an expression of the composer's mind. He was a-
ware of the possibilities of emotion in music, and felt that 
to move others, the musician must ~ himself 1 be moved. The 
emotions of the composer would then @e reflected in the music, 
th~s developing a subjective, emotional trend of thought to th 
hearer. 
Christopher Willibald Gluck (17~4-1?8?} was a compos 
er of rare genius. His fame rests chiefly on the operatic re-
forms he accomplished. He felt that opera should contain more 
of a dramatic element; his theory was premature--in advance 
of his time, - but he was persuaded of the possibility of 
drama in music, and conveyed that persuasion to others. Be-
fore his time there was little relation between the overture 
and the opera; he attempted to remedy that, too, to some ex-
tent. On all sides Gluck was hampered by tradition, but he 
sought to make his arias as expressive as possible. His 
craftsmanship, too, was limited; he wrote eas i ly, but attaine 
magnificence and grandeur only with intellectual effort. In 
Orphee is portrayed the pantomime of the mourners at the tomb 
the dance of the Furies, the peace of the Elysian fields, bal 
let music and quiet nature. Gluck did not adhere to rules 
that he felt would hamper his attempts to reform opera and 
make it more simple and vital. He was willing to sacrifice 
rule for effect. However, his music was imitative, rather than 
subjective. He felt that it should be subservient to a text 
rather than to the feeling of the composer. But despite the 
rule to make music follow the text, there is a hint of what 
would later be known as Romanticism in Gluck's writing; behind 
his classic reserve is a warmth of temperament that gives his 
works a more pleasing value. He is quoted as considering music 
"not merely as the art of amusing the ear, but as one of the 
grandest means of moving the heart and of exciting the affec-
tions." (Niecks: Programme Music p. 66)."Gluok was a developer 
of the means of pure musical expression as well as a reformer 
of dramatic truthfulness in opera." (Locke: Romantic Movement 
in France p. 48}. In his emphasis of dramatic expressiveness, 
and his influence on composers who followed, Gluck may be con-
sidered as one of the greatest precursors of ~omanticism of his 
time. 
From early childhood Joseph Haydn (1732-1809) was 
recpgnized as a genius in music. His ability was apparent at 
an early age, and at t~e age of six he began a formal study of 
music. Haydn was an ardent student, studying music constantly, 
and spending much of his youth with naturally musical ~eople. 
At the age of twentttwo he had Beethoven for a pupil, but befor 
A 
long came a breach in their relationships. Haydn's music is 
accurate in form and symmetry, with a fine sense of structure, 
but it lacks \often1 emotional depth and intellectual subtlety; 
seldom tragic or ma ·e tic. 
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He wrote with such facility that ~~ge t> depth;. of emotion 
was seldom attained~ However many of his sonatas display 
charming emotional reaction, particularly in the ;- slow movement. • 
Certain of Haydn's compositions are definitely de-
scriptive in character. The Creation is one of his finest wor 
describing the making of the earth as t" it begins from chaos; 
it is easy to see the hills rising, the coming of the animals, 
and the other Scriptural passages telling of the creation ot 
the earth. This is one of Haydn's finest works, and one that 
would :insure the fame of the composer were all his other works 
forgotten. Another outstanding composition is the Seasons. It 
is a description of the seasons of the year, written in a 
genuinely artistic and suggestive manner. One of the four 
~ descr'iptions -is Transition from Winter to Spring," with an 
accompanying program:"Dawn. The peasants' joyous feelings at 
the ·rich harvest. The thick mist with which Winter begins". I 
the music are suggested the winds, the melting snow, the sun, 
nature sounds, peasant sound, the thunderstormJall done in a 
very complete and satisfying way. The Seven Last Words is 
taken from the Gospels, and deals in detail with the seven last 
sayings of Christ. "Father forgive them, for they know mot 
what they do" "Verily I say unto thee, today shalt thou be wit 
me in Paradise" "I thirst" "Woman behold t~y son" ftSon be-
hold thy mother" "Father into thy hands I commend my spirit" 
"It is finished". The cantata closes with an earthqpake and 
the death of Christ. It is a magnificent piece of work and ex-
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erts a profound influence on all who hear it. 
Several of Haydn's works are romantic by mere sug-
gesti~eness; The Clock 8ympho~ is so named· for the ticking 
sound in its rhythm; La Chasse receives its aame from the last 
~ 
movement, but despite ~he romantic suggestion, these last named · 
p~eces are essentially classical in structure. 
Haydn often composed according to mood, after extem-
f por~ zing at the pian9, and ~eveloping the mood and theme thus. 
There is much obvious tone-painting in his compositions, and 
some works cannot be called absolute music because of dealing 
with a force outside . themselves. 
In a survey of the music of Haydn we must recognize 
the dominating classical element, - the systematized form, 
graceful agility, spontaneity, lightness. Yet withal, Haydn 
reflects ·a uni versaL.interest in· human emotions, good and bad. 
He is impulsive, without a sense of responsibility, but writes 
in the popular expression of his period. ~e sacrifices the 
dignity, the peace, the detachment of Palestrina, in order to 
voice the self- conciousness, the mobile ~itality, the turbu-
lence and struggle and embullient life of the modern man." 
(Mason: Beethoven and His Forerunners p. 209). But his individ-
ualism is not a non-conformity of outworn convention. 
Haydn led the way to a new field of music. He was 
the Father of Symphony. But it was beautified and perfected by 
Wolfgang Amadeus Mozart (1756~1791). Mozart is undoubtedly one 
=========9======= 
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of the supreme geniuses of Xk• music in 
development. He is "a genius of the first water" (Masters of 
Music: Vol.I part 1). He was bo:in twenty-four years after 
Haydn, yet even during the latter's lifetime, surpassed him. 
His father was a musician, and devoted much time to his son, 
giving him an excellent training. He composed at the age of 
five, even then showing a mastery of simple music. He had a 
remarkable mastery of techmique and could reproduce music afte 
hearing it only once. 
Mozart's music is almost entirely absolute music, 
often only suggesting an emotion, but with a definite in-
spiration. There is grace and sweetness in his music; free-
dom, and a precision of style, but at no time is he a cold 
formalist. There is a warmth of sentiment or a touch of gai-
ety or melancholy. He seldom indulges in the external things. 
He has a remarkable tenderness, and his harmonic changes are 
suggestive of the broader style to follow. In all cases the 
balance is perfect, and art triumphs. Mozart is serene and 
classical, but shows fine expression in many of his works. 
Mozart's strongest characterization comes in his 
operas. In Don Giovanni the music admirably suits the clash 
of swords, the heavy steps of the Ghost, the pathos and grie~ 
of Donna Anna at the death of her father. The servant of the 
Don, ~eporello, is a unique character who serves as an admir-
able foil to the villainy of the Don. He is the comic char-
acter of the opera, and is given full power in the music. 
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Throughout the opera is an attempt to ncover the murderer of 
Donna Anna. ts father, a.nd the villainies of Don Giovanni. The 
terror and fear of the Gho'st scenes are vividly portrayed. In. 
all scenes the music and text are well adapted to each other. 
In Le No~ze di F'igaro, the skill of characterization 
lies in the mastery of musical technique. The music describes 
the characters perfectly: Figaro and Susanna are active people 
with no need for introspective habits; they are therefore pre-
sented at once in an a ctive duet. The Countess, who must so-
liloquize, is gi.ven arias and other occasions to present her-
self alone. In duets with Cherubino, Susanna always takes the 
l ead, at one time encouraging him, at another time restraining 
him. Bertolo sings with all the bluster of the older generatio 
and Barbarina displays her naivete in appropriate music. The 
story is sparkling and me~ry, with every change of music well 
adapted to the change in mood. There is a succession of musica 
gems, each seeming to enhance the other. The overture, too, is 
delightful, written in true Mozartian style. 
The Magic Flute is a fantastic fable dealing in large 
with the supernatural. Papageno, a bird catcher, provides a 
comic element with his songs, declaring that he would rather 
catch women than birds. The love scenes of Tamino and Pamina 
are beautifully expressive. Throughout, the magic flute of 
amino plays a vital part. Tnere are pathetic mi sunderstand-
ngs between the lovers, but they are united and live happily 
·n the Temples of the sun. The weird influences o 
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roguishness of Papageno, the magic of the unreal are felt in 
all the music of the opera. Wagner describes it, saying, "The 
quintessence of every noblest bloom of art seems here to blend 
in one unequalled flower" (Victrola Book of the Opera, p.2?2}. 
All this is the very essence of what was later called Roman-
ticism. 
One other work of Mozart deserves mention; the Re 
quiem, his last composition, is always solemn and matter of 
fact. There is no wrath, no bitterness, only a tender, human 
pity. 
Carl Ditters von Dittersdorf (1?39-1799) wrote sever-
al of the earliest programme symphonies. He took his texts 
from Ovid's Metamorphoses. Of the several he wrote, we know 
six:. 1) The Four Ages of the World; · 2) The Fall of Phaeton; 
3) The Transformation of Actaeon into a Stag; 4) The Rescue of 
Adromeda; 5) The Lycian Peasants Transformed into Frogs; 6) 'L'he 
Turning into Stone of Phineas and His Friends. These works are 
all classical in structure, with four movements, one of which 
is sonata-form. There is some excellent tone-painting, with 
little sound imitation. The four ages in "l" are the golden, 
silver, brazen, and iron ages. "3" is a series of lovely pic-
tures: a) Actaeon and friends wandering ; b) Diana bathing; 
c) Actaeon sees her; d} Torn by own dogs. In other works 
Dittersdorf portrays moods of Il Vivace, Il Superba, etc. His 
stY'le is careful, his music good, but at :mo tirue is Dittersdorf 
30 
..Tustin Herrick Knecht (1'752.-181?) wrote a Portrait 
Musical de la Nature, which has a. programme so much like the 
Pastoral Symphony of Beethoven that the resemblance is startling 
"1) A beautiful country, where the sun shines, gentle zephyrs 
f:tolic, brooks cross the valley, birds twitter, a torrent falls 
from the mountain, the shepherd pipes, the lambs gambol, and the 
sweet Yoice of the shepherdess sings; 2) suddenly the sky dark-
ens, and oppressive closeness pervades the air, black clouds 
gather, the wind rises, distant thunder is heard, and the storm 
slowly approaches; 3) the tempest bursts in all its fury, the 
wind howls, and the rain beats, the trees groan, and the streams 
rush furiously; 4) the storm gradually passes, the clouds dis-
perse, and the sky clears; 5) Nature raises her joyful voice to 
heaven in songs of gratitude to the Creatorft. The music com-
pares in no way at all with that of Beethoven; the description 
is poor, and the development ~s monotonous. The work is inter-
esting only in its external similarity to Beethoven. Knecht 
wrote also the Lord's Prayer, which compares in measure with 
Haydn's Seven Last Words, but here, too, the comparison is in-
jurious to Knecht, for Haydn is so much superior. 
F• J. Leseur (1?49-1814) felt that the main objective 
of music was imitation. He wrote a description of the Hebrew 
captives at Babylon, imitating the river, the laments of the 
captives, and other externals. His compositions are, for the 
most part, ummusical and materialistic. 
In a survey of the music of the period, we find that 
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the lesser composers devoted their works chiefl~ to naturally 
descriptive or imitative types, often following a definite pro 
gramme. The greater composers wrote in a classical vein, 
striving for perfection of form and grace of structure. They 
paid attention chiefly to design, and sought to establish pria 
ciples by which one tune could balance another, and modulation 
be interspersed so that the whole would give a good impression 
Beethoven saw that an expression of emotion was meeded in mus-
ical terms, and developed a more poetic feeling in music. At 
no time is Beethoven's for.m at fault, but his music is more 
human than much of his predecessors', and therefore more last-
ingly popular, des~rring special mention for its contribution 
to the further evolution of music. · 
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Beethpven as Precursor 
With Beethoven's works comes a new impulse in the 
music of the world, which impulse is lacking in the work of th 
older masters. There is a beauty throughout all his work, but 
we do not feel that the attainment of beauty was his chief aim. 
Rather, he sought. to express human longing, human efforts, and 
did not scruple to strain the resources of music to attain his 
aim. 
We have little authentic record of Beethoven's early 
life, but many factors contributed to influence Beethoven and 
~ his music. From his mother he inheri t ed the faculty of living 
in the emotioni of' seeing all the world colored with sentiment 
and passion." {Mason: Beethoven and his forerunners p·. 266) J 
From his father's family he inherited his musical t a lent, 
rather from his grandfather than his father, for the latter wa 
shiftless and ne'er-do-well, casting a shadow on the family 
by his increasing drunkeness. 
At an early age Ludwig's genius became apparent. He 
often fled to music as a solace from the sordidness and un-
happiness of his home. It is a little doubtful at what age he 
first developed the talent, for the father, intending to pro-
fit from his son's genius, understated the boy's age two or 
three years, in order to make him more of a child prodigy. At 
the end of perhaps thirteen, his ability was such that Mozart 
was deeply impressed, and declared that he would one day be 
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famous. Others who heard him felt that in time he would be all-
other Mozart. 
The unhappiness of Beethoven's tamily life made him 
and reserved. He had a strong, unruly temper, and little re-
gard for the politeness of society. He suffered from depressio 
of spirits, and feared continually the pain of consumption, the 
disease from which his mother had died. By the time he was 
seventeen, he was practically the head of the family, and was 
subject to many unpleasant and embarrassing situations because 
of his father's actions. However, he formed a warm friendship 
with the Bruenning family in Bonn, and there s pent many happy 
hours. 
In 1?95, when Beethoven was twenty-five years of age, 
he was free of financial worry, for then he lived with Prince 
Lichnowsky, and received a salary of six hundred gulden. He 
lived in a royal and carefree manner. He gradually attained 
fame as a pianist, and through the power of Liehnowsky, his 
genius was made known. His works became an incentive for fur-
ther study, and by his thirtieth year, it seemed that nothing 
stood between him and the highest honors attainable. 
However, between 1796-1800 deafness began to set in. 
The cause and significance of his deafness were not under-
stood by physic~ans, and Beethoven was finally forced to face 
the fact that in time he would be totally deaf. When it was 
apparent that nothing could help him, he was seized with utter 
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despair, but a belief in the great worth of his works saved him 
His strong will, too, overcame despair, and he again turned to 
composition. During the years following, Beethoven reached the 
maturity of his creative powers, writing often for sheer love 
of music. 
Other misfortunes followed on the heels of his physi-
cal suffering. Wegeler says he never knew Beethoven to be free 
of a love passion carried to extremes. (Rolland: Beethoven p.l2 
Going to extremes, he was bound to be the victim of the affair, 
and while dreaming of ultimate happiness would be deceived and 
plunged again into grief. This constant love and grief were on 
of Beethoven's most fruitful sources of inspiration. Although 
he suffered much misfortune, he constatnly rallied; in many of 
his works we must notice the energetic rhythm which seems cha-
racteristic of a fighting spirit. 
In 1815 he was given the guardianship of a nephew, 
and pledged himself to be a father to the boy. The boy lived 
in a quarrelsome and frivolous family, and Beethoven sought to 
destroy the influence)and constantly worked to counteract the 
influence of the boy's family. Happy in the care of the child1: 
Beethoven forgot his earlier troubles. He lavished affection 
and devotion on Karl, but the nephew proved unworthy of such 
love, undoubtedly inheriting his mother's frivolous and unde-
pendable character. Beethoven constantly forgave him nephew's 
misdemeanors and welcomed him back into his household. 
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In 182?. Beethoven's health grew rapidly worse. The 
physicians came too late to help him any, although four opera-
tions were performed. He died facing death calmly. His entire 
life had been like a storm, but with his great will power, he 
overcame the tides that constantly threatened to drown him and 
with wonderful mastery rode through all disaster. 
Beethoven had a conviction of his merits, and as tim 
went on, h.is self assurance grew. He had 1 1ndeed; a profound 
sense of personal worth, and of the fatuity of class distinct-
ions, regarding with intense pride his democratic independence 
and self sufficiency. When asked once if the "van" in his 
name indicated nobility, he replied, "~nobility is here and 
here" - pointing to his head ahd heart. (Mason: Beethoven and 
his forerunners p. 258) Sometimes his pride developed to un-
pleasant egotism. He did not readily forgive a fancied slight 
to his dignity, and was often slave to his sensitiveness. 
Despite his shortcoming~ Beethoven had his finer 
nature. His generos i ty toward Karl's mother in he r later days 
and to his unworthy brother was constantly apparent. 
In later years he met even his closest friend ~ with 
a distrustful attitude,which attitude may have been strengthen 
ed by his increasing deafness. His nature was dominating , and 
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tyrannical, with a limited capacity for friendship. But even 
with limited friendships he had a human disposition directed 
even toward those who had slight claims on him. 
"Dithyrambic joy, ecstatic rapture, is the essence of 
Beethoven's genius," (Bekker: Beethoven p. 51) His music range 
. thr.ough all fields of emotion, from the heights of bliss to the 
depths of despair. His swift changes of mood are characteristi 
of the artist. Beethoven's art was the highest source of de-
light to him, and he realized that true art is not perishable. 
He constantly felt that art was a.:lmost personal with him, and 
he conceived cbf' it in a lofty and highly idealistic way. 
"Irf peculiar degree Beethoven had both the merits 
and defects of the individualist •••••••• Like all idealists, he 
believed in the beauty and rightness of the whole world of hu-
man feeling, revealed t o him by his naive ooncd:G>usness, not 
trimmed to suit prejudice or partial views of what is proper an 
admissable. Bifted with an emotional nature of rare richness 
and intensity, and with an intellect capable of dealing direct-
ly with experience on its own account, he lived the life and 
thought the thoughts that seemed to him good, quite indifferent 
to accepted views which happened to run coun'*er. Thus hi·s 
sincerity necessarily led him into an unconventionality. an 
indifference to established ways of acting, feeli~ and think-
ing ." (Mason: Beethoven and hi~ forerunner p. 266). 
In his music Beethoven had an instinct for the real 
and art istic, and a comte~pt for the superfluous. In technique 
he was largely self-taught. It is true that he had many lesson , 
some of them with famous masters, but he was often intolerant 
========~~~~~~==~~~~~~~~~~~~~~~~~b~~e~m~s~o~f tructure 
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and expression to be hampered by the rules of others. And 
therefore some thought that his works would be valueless. How 
ever, fte did all his work thoroughly. ~fuen we examine his 
sketch and copy books, ample evidence is given of the fact that 
:~ 
he wrote and rewrote a theme many times before using it. Only 
when he felt that it was perfect and could be impDoved no fur-
ther would he incorporate a melody or theme into his works. 
His sensitive discrimination had to be satisfied. This great 
care helped him to push his work to a higher stage of interest 
than before attained. He had much clearer texture, intensity 
of meaning, and vigor than had any of the i~ediately preced-
ing artists. 
Beethoven's works are divided into three periods. 
In the first period are included many of his piano sonatas, 
three piano concer t os, the string quartets, Opus. 18, and 
his first and second Symphonies. His first works are his 
most ineffective, being merely an "exercise in acquisition." 
He was gradually learning to treat competently the sonata styl 
of Haydn and Mozart, and becoming more fully acquainted wfth 
the richer meaning of music. The Second Symphony is an advanc 
in dimeBsion and style, . with a wonderful fire and force ot 
treatment rather than to any new ideas; the themes, balancing 
one another, the phraseology and harmony, all reveal the older 
manner of the composer. Grove in his Beethoven and his Nine 
Symphonies says, "This symphony is the culminating point of 
the old pre-Revolutionary World, the world of Haydn and Moaart; 
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it was the farthest point to which Beethoven .could go before he 
burst into that wonderful new region into which no man had befo~e 
penetrated.~ Even in his earliest works, however, we find that 
rhythm and harmony were both subjected to his daring. His 
earliest symphonies all fore~shadow the harmonic methods he was 
later to develop. Despite the fact that Beethoven had risen a-
bove the musically accepted standard of his age, his idealism 
demanded a greater fletibility and more intimate expression. 
In 1802 he wrote ~I am not satisfied with my work up to the 
present time.~ His desire to attain greater heights was aided 
by his mastery of technique and his interest in humanity. The1e 
had begun to be a break away from formalism in art and litera-
ture, pointing to great freedom of thought and expression 
$ c.tl 
which was to follow. Beethoven was inl\ a position and of such 
genius as to permit him to be a spokesman of this new freedom. 
, 
He developed beyond Haydn, aware of the priv~leges and respon-
sibilities of this new life :'C!l'f· freedom. 
The second period of Beethoven's music is his best, 
for here his faculties of conception and expression were per-
fectly balanced. Here were composed most of his greatest 
works. In the final period of composition, Beethoven wrote 
much less music, but what he wrote was the resalt of deeper 
reflection, of purer inspiration. Here are included his Grand 
Mass and the last sona tas and string quartets. Many of the 
compositions of this period are difficult to understand and 
difficult to listen to , for Beethoven threw away the classical 
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style and laid his emphasis on contrast rather than continuity. 
Some critics are inclined to think of this period as one of 
decline, but this is not a generally accepted view. At any ratE 
this period is of special interest to t he point of view of our 
subject, for here Beethoven threw away a strict adherence to 
rules in the interest of introspection and expression. 
As Beethoven developed from the earlier period_, his 
work was constantly balanced by eloquence of expression and 
beauty of form, the requisites of genuine art. Before his time ,. 
music was an art; he made of it a language. His variance from 
traditional form was not done in a spirit of revolution, but 
rather because his desire for expression demanded it. He allow 
ed music to be for him a vehicle for the expression of his 
thoughts and spiritual experiences. lie did not hesitate to 
allow descriptive music to be a mode of expression, but rather 
used it as a part of his musical legacy, if he so desired. He 
employed variations as a means of artistic development, allow-
ing them to analyze a melody or to show the relation of varying 
themes. 
Beethoven had several modes of expression: a) the 
energy and power of massivenes s ; he had a broad and solid 
sensitiveness, a restrained ferocity, an elemental strength-
the most constant quality of expression; b) a delicate sensi-
bility, a feminine tenderness and sentinent;a wistfulness, and 
a yearning in soft emotion; c) a whimsical perverseness, irre-
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sistably gay. Here we find an element of banter and mischief, 
especially apparent in his scherzos, - a comedy in music; d) a 
mood of mystery, piqued curiosity and stimulated imagination. 
These feelings are all organized with a perfect beauty, for 
Beethoven was constantly the master of his inspiration. 
"With Beethoven's work we find a new impulse in musi c;· . 
which is absent in the inspirations of older musicians. We do 
not feel that it is beauty at which he is aiming in his compo-
sitions. That beauty was part of his aim, and that h ~~ attaine 
it is undoubted; but it was the expression of human longing, 
human efforts, human moods and human attainments of aobility 
and greatness that he first desired to express, and witJ~gnd 
1\ 
in view he did not scruple to strain the resources of music to 
their utmost." (Creighton: Music: p.l39) / 
In early matur i ty Bee t hoven was called upon to solve 
for himself the problemso<lif't descriptive music. I:tis strong 
sense of individualism, and strong feeling and interest in the 
characteristically dramatic and definite put him on the side o 
programme music. But his strong instinct for beauty kept him 
from a mere delineation. Never did his instinctive sense of 
the proper use of musical art or his conviction of musical ex-
pressions leave him. His music is constantly coherent and is 
in oonfor.mity with his own laws. Although programme music had 
been used to some extent before his time, Beethoven gave it a 
definite place in musical composition, and justified it for al] 
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time. 
In programme music one expresses and desc~ibes the in 
ward self, - the emotion and sense impressions; there is not 
necessarily an abandonment of classical form, although there 
may be some deviation from the structural forms of a~solute 
music. 
When Beethoven accepted programme music, he shifted 
from abstract beauty to personal communication, yielding to 
the insistence of emotion. Here was one of the traits of 
Romanticism, a subjectivity and individualism, and impulse to-
ward the depicting of universal human nature and individual 
human feeling. 
The Sonata in E flat major, Op,81, is the only pro-
grammatic pianoforte work of Beethoven. It is written in 
three parts, each approriately named; Farewell, Absence, Re-
turn. It was written as a tribute to Archduke Rudolph partly 
from personal sympathy, partly because of political necessity, 
on the exile of the man. The sonata follows the superscriptio 
fully. It is possible that idealism played a part in the in-
terpretation of the various moods. With the Farewell theme, t e 
parting scene lingers, and if played well may easily bring to 
mind word~ of farewell dying out in the distance. With the 
second movement is also a plaintive theme, recalling the theme 
in the first movement. It is .followed by a note of wxpectanc , 
as though one were awaiting the return of the absent one. In 
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the last movement there is a decidedly Joyous tone, with the 
return of the friend. Although there is a return to the theme 
of the first movement it is done in an excited manner and offer 
a dramatic and unusual clima~ to the sonata. Following a def-
i nite programme in this manner, the sonata shows the excellence 
with which Beethoven could handle a detailed and descriptive 
work of this kind. 
" Op. 13, the sonata Pathetique is of programmatic 
tendencies, for Beethoven tried definitely to produce a certai 
•' 
effect and convey a certain mood. It is the stormy pathos of 
his {Beethoven's ) youth, quite unlike the pathos of his maturit • 
It was not born of suffering but.~ •••• of boyish pessimism. It 
is not bitter experience but the desire for bitter experience." 
(Bekker: Beethoven p. 102) In the production of this composi-
tion, some have said that it was wri t ten after Beethoven realiz 
ed that deafness was approaching him, and was written thus in 
bitter anquish and despair. Bekker, however, holds to the 
opinion that Beethoven wrote the sonata seeking deliberately to 
produce the effect of pathos, after first working himself up to 
such a state of mind. So powerfully is it wri~ten that no one 
has any difficulty in understanding it, and for that reason, 
...... the Pathetique may be definitely classed as Romantic or pro-
grammatic in its tendencies. The second movem-
ment of the sonata has a nobler momd, with a note of optimism, 
but returns again to the passion of the first theme. Although 
full of many conflicts the sonata is an indication of the great 
f enius of Beethoven, and of the fuller expreBsive powers to be 
' eveloped. 
The overture to Coriolanus is a striking and powerful 
oncepti.on. It is written to von Collin's tragedy Coriolan,. but 
as probably also inspired by Shakespeare. We see "haughty, con 
emptuous defiance, ••••••• and the hero's struggle with himself 
nd the worl~ and final ruin." (Niecks: Programme Music p.ll9) 
This overture is one of the most easily unders~ood bf· Beethoven' 
orks, and one of the shorter overtures. Coriolanus is a pas-
sive personality who acts according to his convictions, thus 
bringing ultimate tragedy. 
The overture to Goethe's Egmont is similar to Coriol 
~, in a w~, but in a contrasting manner. Whereas Coriolanus 
is an individual,. Egmont represents humanity, and his death is 
"the death of all lovers of freedom" (Bekker: Beethoven p. 244) 
It tells of opp~ession, conflict, and ultimate victory, illus-
trating tyrann,, and revolt from tyranny, and finally triumph. 
The overture is based on a lofty motive, exalting freedom and 
triumph over the baser motives of servitu&e and suffering. 
0 The L~nora overture takes for its theme the search of 
Lenora for her beloved. There is a note of hope and joy, final y 
swelling into hope of freedom. The allegro theme is throughout 
a brilliant ~tircsuggestive of peace and happiness.. The un-
certainty· in the intermediary theme finally reaches its goal. 
The eourae of action in the overture is clearly indicated. 
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Beethoven composed more than one L~ora overture, not because 
he was convinced of t he unworthiness of the one preceding , but 
because new vistas and new possibilities opened up to him, and 
new interpretations of the theme were rendered. 
Beethoven's symphonies are all high places i n the 
field of Beethoven's works. It is true that some of his small 
works rise higher than some symphoni (;s, but all his symphonies 
attain an eRviable position. i e conceived his symphonies ~a 
spirit sypathetic with humanity and the forces of his time. 
They are a recognition of the eternal element, and represent 
Beethoven's outlook on human problems. Some convey the philos 
ophy of Beethoven in such a way as not to be definitely Romant c 
~ but rather show only mere touch of the Romantic tendencies. A 
The first definitely programmatic Romantic symphony 
is the Er&ica, the third Symphony. It was written with Napo-
leon Bonaparte in mind, for Beethoven had great admiration for 
him. He wi shed to write of Napoleon as a fascinating individu 
al to whom all Europe looked up; however, he was later dis-
illusioned, realizing that like others, Napoleon sought to be 
tyrant. The work had been completed, so Beethoven allowed the 
Symphony to represent heroism of activity, energy and power. 
Although it does not tell a story, the symphony presents the 
picture of a hero, victorious or 4ef eated. The work is full o 
poetic and colorful significance. ~he greatness and power 
L 
of Eroioa cannot but be recognized. 
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The fourth symphony is written in a romantic vein, 
possibly ascribed by a tense emotion of love. It ~pens in a 
dreamy, romantic way, arousing expectancy, excitement and activ 
ity. There is a quiet, peaceful mood, and one of great gaiety. 
With the third movement comes greater intensity of emotion,high 
ly characteristic of Beethoven, with obvious resemblance to the 
first theme. The fourth mpvement ;l S one of common happiness. 
Throughout the work is a mood of humor, gaiety, with moods of 
persuasiveness or dreaminess. The alternation of melancholy an 
cheer are t~pical of the composer. 
Pastora~, the siJ(th symphony is Beethoven's most pro-
grammatic work. Here even compiled a definite programme, indio ~ 
,, 
ting the movements and theme of the symphony: 1) The cheerful 
impressions excited on arriving in the country; 2) By the brook 
Z) Peasant's merry-making; 4) Thunderstorm; 5) Shepherd's hymn; 
gra titude and tha~sgiving after the storm.~ Beethoven felt 
" 
that any painting in instrumental music, if pushed too far. .;- was 
a failure. But he did not feel that he had gone too far, for 
he felt that even without the indicate6 titles one might tell 
the various moods of his Pastoral. The titles are, in fact, 
almost superfluous, for it is per fectly obvious wha t mood is 
evoked in each case. The ~irst mood is that o~ the ha~~iness 
and gaiety of peasants on arriving in the country - their trip-
ping and laughter, singing and light-heartedness. The serenity 
and calmness are typically of the country. The second movement 
by the brook, is a song of nature, - the rippling of the brook, 
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the songs of the birds; we hear the cuckoos, the nightingales 
and the quail. Following this mood of quiet comes the merry-
making of the peasants. The rhythm of their dancing is un-
mistakable. But suddenly comes the thunderstorm to put an end 
to the frolic. The lighten~ng flashes, the thunder roars, the 
wind wails, and through it all one feels the awe of the pea-
sants. After a sudden quiet the storm dies away, and the shep 
herd sings his song of thanksgiving that the storm is at last 
over, and peace and serenity again make the picture calm. 
~~ e e.'( Throughout the Pastoral, Beethoven lost sight of the 
J\ 
picturesque, and his rendition is at a ll times artistic and 
truely poetical. 
The Choral Symphony, although it does not have an '· 
"explicit" programme may be said to have an implicit one. 
(Niecks: Programme Music p.l28) It is limited by Schiller's 
Ode to Joy, and may be an indication of Beethoven's philosophy 
It begins with a gloomy outlook of joylessness and despair, 
followed by a desperate gaiety - diversion, not happiness -
and closes with an inspiring and beautiful A~o. However, 
the Adagio is merely a dream, and is followed by sullenness 
and pain. And now we find Schiller's Ode to Joy: -
"Embrace, ye millions - let this kiss, 
Brothers, embrace the earth belowt -
Yon starry worlds that shine on this, 
One common father know." 
Niecks: Programme Music p. 1 9 
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This symphony bears some relationship to the third 
symphony in form, but is vastly different in subject matter. 
It seeks to rise to the universal, evolving a thoughtfulness o 
life. "Events are not portrayed, but their eternal consequenc 
are illustrated." (Be~ken: · Beethoven p. 192) As is typical of 
Beethoven, there is great contrast between th~ depths and 
heights , .1Wi th many diverging moods. Unbroken f a ith is the key 
note of the Adagio 1 and a constant feeling of optimism, and at 
the close of the symphony a spiritual feeling of love and joy. 
It may be permissable to make some mention of the 
Battle Symphony, although, in the large view of Beethoven's 
works this is of little importance. It is vividly programmati 
and depicts the various scenes of war~ the Battle, the triumpha 
symphony, the challenge, the defeat of the French and finally, 
"God save the King." ("Heil dir im Siegerkranz"). It is an 
effective treatment of a tragic subject, with purely illustra-
tive music. 
The ~oonlight ~onata, the Sonata Appassionata, and 
others of Beethoven's works are not called romantic composi-
tions by some crit ics who regard them only beautiful as melodie 
and in no way desoripttve. However, popular opinion certainly 
ranks these works with the new type of expressive music. 
The last works of Beethoven are so poignant that it i 
easy to realize that Beethoven wrote with a poetic and moving 
. 
breadth of feeling. They convey the feeling of the composer w~ 
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extraordinary clarity, "an attainment of serenity in a world of 
beauty that seems unallied with the world except as it makes 
an answering sympathy of feeling." (Creighton: Music p. 144) 
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The Transitional Period 
Although hints. of Romanticism have been traceable 
throughout much of musical history, it was not until about 1825 
t ·hat Romanticism reached its own place enough to be given a 
definite period in history. This period was prefacet by a 
small group of composers who could be called both classical and 
romantic, neither to the exclusion of the other. They had 
characteristics of both schools, and for this reason are placed 
in a position between the two. schools, rather than allied with 
either. 
The first of these, Carl Maria von Weber (1768t-l826}, 
is poetically dramatic, but he is pushed into the background by 
Schubert. He symbolizes poetry and romance realized in music. 
His subjects are Romantic in choice, and are colored by mysti-· 
cism and sentiment. He is thoroughly German in his writing; he 
idealizes the German folksong, and gives it a place in history. 
Sometimes his works are somewhat weak in form, and the music 
uncouth and frothy; he uses music for characterization, and 
frequently gives us beautiful melodies. True to the call of 
Romanticism, his people and sentiments are individual, not uni-
versal. 
Much of Weberts music is worthy of special mention! 
Invitation to the Dance is definitely programmatic, although 
the programme is not always realized. It is the story of a 
courtship; the hero invites a young lady to dance; then we hear 
her reply, her hesitation, and finally they dance. In Concert 
stuck are portrayed, according to one critic, the event~n the 
life of a knight to the Holy Land, and his Lady at home. The 
music beautifully expresses the separation, longing, sorrow, 
and finally the meeting; there is a vivid portrayal of mood. 
Weber dwells much in the supernatural, the chival-
rous, the sentimental •. His operas afe decidedly illustrative 
of this. Der Freischutz is based on a story popular in Tales 
of No!_the:nH)lations, on a tradition that a demon of the forest 
w.orks uhder a mystic influence, with unerring bullets and othe 
weird fancies. The overture to the opera is excellent, and is 
made especially for the songs. It is a gripping picture,. vi vi 
in tone-painting,of a fairy world. We feel the peace 
est, the powers of darkness, the strugtle of good and evil, 
good eventually triumphing. O~n, too, is a fairy story, dea -
ing with the love of an E1f King and his Queen who have become 
estranged. They are not reconciled until they find a couple 
who will remain constant to each other despite all obstacles. 
This couDle is found, and the fairy couple are ultimately re-
conciled. There are portrayals of trouble, devotion and jubila 
tion, - all in a strange and beautiful world. 
wever had an intense love for his art. Sometimes his 
works are monotonous and unattractiwe, but he must be credited 
with a definite contributing influence on the Romanticism that 
was rapidly coming to the foreground of music. 
51 
Franz Schubert (1797-1828) has long been ranked 
the outstanding song composer of .all times. He is one of 
the strong links connecting two great schools, - Classlicism 
and Romanticism. On the one hand he was traditionally alli d 
with Classicism; on the other hand his instinct and desire 
for individual expression caused him to unite with the new 
trend of Romanticism. His music is characterized by a de-
lightful spontaneity, fluent and passionate expression, an 
interest in color. There is a song-like melody pervading 
all his works. Schubert appeals strongly to the emotions, 
so strongly that it is sometimes said that he does it at 
the expense of intellect. Schubert was not dependent on a 
large orchestra for variety; he could do much with even a 
trio; he delighted in sudden transition to remote keys, per-
fec:Q and unusual modulation, and unexpected melodies. 
Schubert's best works are undoubtedly his songs. 
It is perhaps this excellence which makes his large works 
less satisfactory. The small melody or theme in his works 
ranks high above the others. His melodies are often unsuite 
for theme development, and therefore may explain the 
of his developments. There was nothing for him to do but re 
peat, and this he did with a resulting monotony and diffuse-
ness. 
He was a careless and indolent writer, often givin 
11 ttle regard to form but t Mnking only of the melody as 1 t 
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came to his fertile mind. He wrote by whim, without any of th 
troubles of compositions with which Beethoven labored. 
dom, if ever, revised any of his compositions, leaving them as 
they were first written. 
Schubert's songs breathe every known emotion; chiYa 
ry, fear, love, faith, valor. They are ardent, impulsive, 
with a romantic warmth of sentiment. Often theyare a combina 
... •' tion of the dramatic and lyric. The "Erl-King (Erlkonig) is 
an example of this. We see the father with his child, the 
child's fear, sensing an unseen presence, the Erl-King's 
attempt to beguile the child, finally taking him by force, th 
galloping of horses and finally/~he child is dead." All thru 
this composition the listener knows the dramatic events and 
can follow them without any difficulty. 
"Harkt Harkt the Lark" was written on the back of a 
menu card amidst the noise of a restaurant. This is typical 
of Schubert, who oould write anywhere, if he had the inspira-
tion. This song is a beautifully poetic expression of 
morning joy. 
The Serenade is one of the most popular songs of 
the modern world, a naive, pleasing, sincere bit of sentiment 
despite its sentimentality. The charming melody is one that 
seldom becomes tiring no matter how often it is heard. 
And so one might continue thfiough a list of Schu-
bert's songs, Of the six hundred he wrote about one sixth are 
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worthyof study. He wrote so fluently and so rapidly that many 
of his s ongs are worthless. But those that are worthwhi l e will 
always remain in high favor because of their expression of human 
emot i ons in a charming way. 
Of the large works, very few are 4eserving of mention. 
The Rondo Brilliant is one of the most beautifully ly-
rical of the larger works. It has moods of rest and unres t , 
with an impassioned melody of tenderness, seeming to portray a 
yearning for sympathy. There is also a melody of courage, ener-
gy, and animation. Throughout, the composer is brilliant and 
expressive, picturesque and rich. 
The Unfinished Symphony seems to breathe peace and hap-
piness,-- a calm nature and quiet. 
The C Major Symphony, Schubert'"s last work, was writ-
ten . just as Schubert was entering a period of musical maturity. 
There is a grandeur, solidity, deliberateness, that does not ap-
pear in his earlier works. There is less superfluity, less sur-
face emotion, a firmer ha rmony. 
Schubert's untimely death robbed the world of untold 
beauty, for with the C major Symphony we may believe that Schu-
bert would have produced even greater works. The entire sym-
phony is the expression of a loftier emotion than most of his 
works, an uplifting love and praise of the Eternal. 
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Schubert was essentially a lyricist, but a lyricist 
with more ability than most writers of songs. 
In a comparison of Schubert and Beethoven, Ambrose 
says: "Beethoven in his flight keeps his eyes turned upward to 
the eternal stars, the infinite depths of. the heavens; Schubert 
is his flight never loses sight of the beautiful earth, looking 
smilingly down on it and its flower gardens, cornfields and 
ineyards" (Niecks: Programme Music Book III). 
In closing this brief survey of Schubert, allow me to 
uote once more, this time from Schumann: "Schubert will always 
emain the favorite of the young; he shows them what they want,-
n overflowing heart, daring thoughts, and quick deeds; relates 
o them what they like best -- romantic stories of knights, maid , 
nd adventures, with which he mingles also wit and humor ••• " 
(Niecks: Programme Music Book III). 
In considering this transitional period of Romanticism 
assing mention must be made of Ludwig Spohr (1?84-1859), who 
rote smooth, sentimental harmonies, but whose works are general 
ly narrow and unsatisfactory. He needed a wider emotional rang 
and a greater scope of imagination. He seems to have been 
greater as a musical directg~ and concert player than as a com-
poser. His works are overpowered with heavy modulations and a 
monotonous treatment of melodies and rhythm. Yet, withal, he 
made a definite contribution to Romanticism with his expressions 
of individual emotion. 
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Conclusion 
We have now reached the period of Romanticism proper. 
This is the day of Schumann, Mendelssohn, Berlioz, Liszt, and 
Wagner. Each of· these composers contributed definitely in some 
way to the new development of .music to satisfy the urge for in-
dividual and specific expression. Never was music more subjec-
tive; there was a personal emotion, imagination, combined with 
a breadth of meaning and reas.onable solidity of structure. 
Those works which were to become most important and permanent, 
really combined some elements of Classicism with their Romanti-
cism,-- expression, but with a regard for form. The Ift.usic ex-
pressed moods, emotions, states of mind; it touched both the 
depths and heights of life; it glorified the smaller forms of 
music, a direct outgrowth of S~ubert's influence, for Schubert 
was so essentially and fundamentally Romantic, and did his best 
work in songs and other small forms of music. 
It is interesting to note the reaction of various 
composers in this new music: Schumann beOP~ almost autobio-
graphical, revealing his inmost thoughts,-- his sorrow~, his 
joys, his desires. Swinging toward an opposite treatment, 
Mandelssohn seldom revealed himself in his music. Like Chopin, 
he had almost a dread of allowing too muah expression of a 
subjective nature. Mendelssohn was more closely a.llied with 
the Classical school, but found himself born int6. a .:. :Roma,nt;!.c 
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period, and was influenced in considerable degree by the music 
of his contemporaries, thus writing as he did. 
As I said before, the term "Romanticism" is applied 
f'or convenience to a certain period of music, the term being 
borrowed from literature. The limiting of the name to a defi~ · - · 
nite period does not mean that music of this type .was found 
only in one period, for in a study of music in its whole histo 
one finds that no period is exclusively Classical of exclusivel 
Romantic. 
By popular custom, a study of Romantic music is limit 
ed to a study of music beginning usually with Schubert, and 
dealing more specifically with the works of Schumann and his 
contemporaries and sucessors. Schumann is often considered the 
actual founder of the Romantic School, with Chopin, Mendelssohn 
and others following. Infrequently the works of Beethoven are 
also studied, with special reference to the Pastoral Symphony 
and similar works. Seldom, if ever, does a study of Romantic 
music deal with music of all times. After a survey as has been 
made here, with reference even to music in the fifteenth and 
sixteenth centuries, it seems that a comprehensive study of 
music with Romantic characteristics should begin with the earli 
est ~ypes of such music that oan be found. 
Fro~. a crude beginning, with the works of Byrd, Ra-
meau, and others, a gradual evolution in the music of this type 
can be traced. Gradually it developed from crude imitations of 
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the lowest type, imitations of mechanical or external sounds; 
this low form of music was for a long time the only kind of 
descriptive music. 
The next step in portrayal and description comes in 
picture of moods and emotions of a general nature. This style 
was typical of the so-called Classical period, where attention 
was given chiefly t'o perfect structure ·and form, with light 
and graceful melolies. Throughout may be a hint of pleasure, 
melao.choly, or sympathy, but, for the most part, the emotions 
are generalized of universal. The emotion expressed may be 
typical of the emotion of a universe, - not the emotion of an 
individual. 
Again comes a development, an advance, in the ex-
pression of mood. As it gains momentum, portrayal becomes more 
and more individual, more subjective. 
pression of one person, the composer. 
The expression is the e 
It is h&s pleasure, his 
- - . 
grief, his love that is told in the music. Indeed, the com-
poser may often be recognized when his music is played, because 
it is so akin to his personality. This subjective aspect gain 
~ its greatest power during the ]Romantic period." This ma' be to 
the detriment of the music, however, for the medium of e~press-
ion often becomes so complex, so massive, that the immediate 
meaning is lost. 
As time goes on, and we gain a longer perspective, 
the time may come when the Romantic period will not be limited 
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as it is now Many wonder if we are still living in the Roman-
tic period, or whether it is truly a "Modern" period. 
The saying goes that any new art is a romantic art. 
If this feeling should gain prestige, what would become of the 
now recognized Romantic period? It seems more logical to di-
vide musical history vertically and range types of music side 
by side, studying them through history, rather to divide his-
tory horizontally into periods, with each period to all im-
pressions independent of outgrowth and development from a 
former period. 
Each new evolution of music must be an outgrowth of 
something which has gone before. It is, then, only for con-
venience that music is divided into periods, according t o the 
highest development of that special type of music. Thus the 
Romantic period is that period of musical history in which the 
characteristics of music called "Romantic" bec~e most fully 
developed, and influenced to some extent the music of the per-
iod. Many characteristics of Romanticism existed before 1800; 
they exist now. rtomanticism is an ever popular type of music, 
and is popularly studied. But an understanding knowledge of 
Romantic music is most fundamentally developed from a study of 
the characteristics of Romanticism from the earliest beginning. 
to its most recent outcomes, for such characteristics are 
essent ially i mportant in the history of music. One step in ad 
vance always leads to another, and it is the succession of 
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advances, with increased progress tha t permits the perfection, 
the realization of anything to an ultimate end. 
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SUMMARY 
"Romanticism is the addition of strangeness to beauty 
and the addition of curiosity to this strangeness." 
The Romantic period was primarily one of revolt, 
seeking to bread down the barriers of restraint of preceding 
generations, in formality and reserve. It was a protest a-
gainst artificiality and reserved conventionality, with a de-
sire for spontanious enthusiasm and express ion. 
The Romantic movement was felt in all fields of cul-
ture, philosophy, religion, and the arts. Literature and 
music were most c~osely related, with the former preceding and 
influencing the latter. Even the terms Romanticism and Classic'sm 
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which are so popularly connected with music were borrowed from ·1 ~ .-. r· 
literature. 
Romantic music sought to reject formality, and to 
produc e an eager, expressive, i mpulsive art; seeking its 
beauty through emotional expression. Form becomes freer, and 
music becomes democratic, with a demand for color and variety. 
Sometimes Romanticism swung too far in its revolt, and became 
formless and meaningless, yet it generally was enriched by .: 
artistic sympathies and expressive possibilities. 
Classical music was constantly objective, with broad 
emotions in congruous settings. Form was zealous l y guarded, 
and there was a jealous regard for palance. The music was im-
personal, disinterested, seeking formal beauty rather than e-
motion. Romanticism, on the other hand, was a gain in sensuous 
richness and technical elaboration •. It was an evolution of 
tonal resource. It was promoted by the spirit of unrest and a 
desire for progress w~ich generally marks a new step in any 
field. 
Ei"en .when Romanticism dominated all Europe, Cl assi-
cism did not entirely disappear. The two branches of mus ic 
are made up of the same elements, only in vastly different 
porportions. The Classical never entirely eliminated emotion, 
and the Romantic never entirely e liminated t he f' formal element. 
The musical elements which Romanticism emphasized 
are found much earlier in history than is commonly believed. 
e. ReferRces to it are found as early as the time of Palestrina 
(1594 ) , but modern taste is so satiated with modern types of 
expression, that the music of Palestrina is not appreciated 
as it might otherwise be. 
In the sixteenth century, such composers as Jannequi~ 
and Gombert wrote imitating war, the chase, and bird songs. 
Thei-r music was of the lowest type mf expression, being merely 
an imitation of sounds rather than imward impressions. 
The French school of the seventeenth century pro-
duced the first artistic results of descriptive music. Their 
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works are light and delicate of melody and form. Early com-
' posers of the School were Gaultier and Charbonnieres, who gave 
titles to some of their works; this may be an indication of 
wha t t hey wished to express. 
The greatest member of the School was Couperin, who 
wrote many masterpieces of tone-painting , sentimental and 
descriptive, and expressive of both inward and outward impres 
io ns. His works describe people, material things, and his own 
moods. Couperin embodied a pleasing combination of sounds, 
although some of his works may be rather childish in treatment 
He gave indication of the fact that he favored emotional music 
saying, "I greatly p~efer what touches me to what surprises 
me." 
Rameau, who closely followed Oouperin, wrote delight 
fully. His works are sometimes broader and stronger than Cou-
perin's, but are generally inferior to them from an expressive 
point of view. 
The first musi.c with a large and definitely planned 
programme is found in Kuhnau•s Bible Sonataa. These sonatas 
deal entirely with Old Testament subjec t s, accompanie c by a 
detailed argument of the story. The six sonatas are really a 
ser i es of movements, leading one to another. Although there i 
much inferior music, yet there is fine daring and experiment, 
with a seeking to express mood and emotion. 
In the Olassical period we find the names of many 
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famous composers, whose historicl value is known in some manne 
to almost everyone. 
Bach developed to a high point the t:ugue and counte 
point. His style is flexible and subtle, and h is works display 
an emotional intensity and characterization. He suggests the 
dignity of simple things expressed in a simple way. 
Handel lived in the realm of absolute music. His wo 
generally lack the deeper meaning, but are covered, some feel, 
with a thin veneer of eighteenth century sentiment. He painte . 
wha t he saw, but seldom analyzed it. In his descriptive works 
he usually paid too much attention to details and unessentials 
He was a master of Oratori&, but this did not require subtlety 
Nevertheless, Hande~ was a great composer living in the .realm 
of music. 
Telemann displayed spirited and i ntriguing works, bu 
his compositions seldom show much originality. 
Vivaldi, too, was a minor composer, for his works ar 
indeed inferior to the works ~f the men who rank as truly grea 
composers of this period. 
P. E. Bach was aware of the possibilities of ex-
pression in music, realizing that to move others, the musician 
must first be moved. He was not as great as his famous father 
but definitely a contributor to a subjective, emotional trend 
of development. 
63 
fame in the field of operatic reform. He realized the possibil 
ities of drama in music, and sought to establish the dramatic 
element. He was generally hampered by tradition, but succeeded 
in accomplishing to some extent his aim. He developed a ~eans 
of pure expressionw and is considered an influential precursor 
of Romanticism. 
Haydn, from early childhood, displayed musical abili 
He was a vivacious, sprightly composer, with a fine sense of 
structure. Certain of his works are definitely descriptive in 
character, portraying historical events, both religious and 
secular, and moods induced by more material things. He was 
dominated by the Classical point of view, reflecting universal 
rather than individual emotion. His works are detached, grace-
ful, peaceful. 
Mozart beautified the symphony which Haydn had es-
tablished, and perfected it. His music is a lmost emtirely 
absolute in character, but often suggest a definite inspiratio 
He had romantic tenderness and harmonic treatment which are 
suggestive of the music which was to follow. 
His best charac t erizations are found in his operas. 
For here his musical skill and mastery of technique are un-
surmountable. 
Dittersdorf, Knecht and Leseur must be regarded as 
minor composers of this period, usually writing in a definitely 
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programmatic and iminative manner. 
Beethoven was the grea test composer of his time, be-
longing essentially to the Clas sical Sobdol, but feeling the 
need and urge of expression of human emotions. 'i.'he trial, tri 
umphs and sorrows of his life are vivdly defin~ble in his music , 
and for this reason he is definitely classed a precursor of 
Romanticism. He had an instinet for the real and artistic, anc 
a contempt for the superfluous. He did his work thoroughly, 
and never used a theme until he felt that it was a s perfect as 
possible. His early works were not nearly so great as those 
he later composed, and may be judged merely as lessons in ac-
quisition. But he developed to such an extent that his later 
works have seldom, if ever, been equaled. He had the ability 
to express equally well the massive, the mischievous, the ten-
der. His last works are so poignant, that it is impossible no1 
to recognize the poetic and moving beauty. The feeling of the 
composer is definitely port rayed, and that feeling conveyed to 
the listener. 
By popular consent Weber and Schubert are classed as 
transitional composers. Weber symbolized beauty and romance 
in music, frequently composing many beautif~l melodies, but 
much of his work is weak and uncouth. He had a love for art, 
and attractively portrayed realms of fancy and unrealness. 
Despite Weber's frequently beautiful works, he is 
constantly pushed into the background by Schubert, who is cha-
-~ 
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rac t erized by a delightful spontaneity, fluent and passionate 
expression, and a love for color. He appeals strongly to the 
emotions, sometimes, perhaps at the expense of the intellectual 
His songs are a constant delight, and of an immedia te and last-
ing popularity. He wrote fluently, and with so little revision 
that many of his works are worthless, but these are genera lly 
forgotten and the lovely ones that are remembered perpetuate hif 
name. 
Ludwig Spohr also belongs to this period, and wrote 
smooth and sentimental harmonies. For the most part, however, 
Ue needed a wider emotional range and a greater scope of imagin 
ation to relieve the monotony of his melodies and rhythms. 
In a study of the history of Romanticism, one might 
come to the conclusion that Romantic- music is studied within a 
def i ni te period of history, rather than in the light of an 
evolution of a certain type of music with one form dependent on 
a preceding form for its development. Music with Romantic 
characteristics has existed for a long time, and is still being 
w~itten, and so it seems logical to class all such music to-
gether, studying Romantic music as the development of a ~ 
of music from the earliest beginnings that can pe found. 
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